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CHAPTER I

INTRODUCTION
In teaching music appreciation, the problem is
to keep the child interested in the composition long
enough to become familiar with it.

Participating in a

rhythmic activity naturally holds his attention in order
that he may know how and when to respond.

He doesn't

have to be forced into listening but listens in order to
know what to do next to express htmself; the music is his
guide.
Listening would be valuable in meeting the needs
of all children. All children need to participate in music
in some way.

A few children are able to play instruments,

others are able to sing well, but all are able to participate in listening.
Moreover, since music itself is an ever-changing
idiom, constant change takes place in its presentation.
It is the purpose of thi s study to stress the importance
of the listening lesson and the significant benefits
that can be derived therefrom.

This study will also deal

with the methods of presentation used in the teaching of
the listening lesson.

Although children have varying

abilities, every child has a capacity for the enjoyment of

2

music.

Listening to beautiful music is one of the means

by which a child can derive pleasure.

However, certain

knowledge must be acquired, and necessary skills must be
taught to aid in the child's development and appreciation
of music.
THE PROBLEM
Statement of the problem.

It is the purpose of

this study (1) to place emphasis on the importance and the
need of the listening lesson and, (2) to provide basic
examples of materials of instruction that can be used to
implement the use of controlled listening in the fourth,
fifth, and sixth grades of the elementary school; and (3)
to suggest a plan for teaching music appreciation through
the use of controlled listening.
Importance of the study.

Teaching music appreci-

ation through tee use of listening may be looked upon as an
added resource that enhances the listening lesson.

This

appreciation constitutes another way of teaching children
to listen to the themes in the music, to feel the change
in tempo, and to experience the length of the phrase at
t he same time that they are using some of their tireless
energy.
This kind of teaching allows the teacher to
evaluate the listening lesson easily and accurately; it

3
serves as a visual aid, allowing her to tell at a glance
whether or not the children are l istening to the music in
a meaningful way.

It f rees t heir min~s, as well as their
bodies, encouraging them tote imaginative and creative. 1

In this study, an attempt is made to employ techniques to
make music appreciative and more meaningul to children.

DEFINITIONS OF TERMS USED
Music Aopreciation.

A term describing the

definite attempts to lead children to a greater enjoyment
of music through directed study of various systematized
elements. 2
Listening Lesson.

A period of planned instructions

where special attention is focused on specific elements to
be heara.3
Aesthetic Enjoyment.

Aesthetic enjoyment is an

intellectual and emotional awareness of, or sensitivity to
the beautiful, coupled with critical evaluation and understanding of aesthetic principles, as applied to the visual
arts, literature, music, natural beauty.4

1

Hannah Cundiff, and Peter W. Dykema, New School
Music Handbook, (Boston: c. c. Birchard and Company, 1933),p. 23.
2carter v. Good, Dictionary of Education, (New York:
McGraw-Hill Book Company, Inc., 1959), p. 358.

3Ibid., p. 323.
4 Ibid., p. 18.

4
Hearing Comnrehension Level.

The highest level

at wh ich an individual can comprehend spoken language;
usually the hearing comprehension level is somewhat lower
than the reading comprehens i on levei. 5
Creative Listening.

Education intended to promote

and encourage learning and development1hrough original or

self-expressive activity on the part of those being taught.6
Intermediate School Music.

Music for pupils in

the i ntermediate grades, usually comprising the fourth, fifth,
and sixth years of schoolwork.7

DELIMITATION OF THE STUDY
It is not the writer's purpose to apply this
t heory to all grades in the elementary school, nor is i t
the i ntention of the writer that these teaching techniques
supplant other approaches to effective listening, but rather
to provide samples lesson plans for listening from Myers'
Teaching Children Music in the Elementary School book, that
will constitute an added approach to the listening appreciati on
program in the intermediate grades (fourth, fifth, and sixth
grades). 8

5Ibid.,

p . 115.

6Ibid., p. 144.
7Ibid.., p. 296.

8

Louise K. Myers, Teaching Children Music in the
Elementary School, (New York : Prentice-Hall Inc., 1950),
p. 72.

CHAPTER II
A SURVEY OF OPINION ON THE LISTENING LESSON
At the present, there are many rad i o programs
which are dedicated to the cause of music, a few of the
more prominent being:

The Voice of Firestone, The Telephone

Hour, The Metropolitan Opera Broadcasts, The NBC Symphony
Program, and the New York Philharmonic Orchestra Program.
The child's outside listening to these and similar pr ograms
is staunchly encouraged by music teachers.

Television shows

already availabe fo r outside veiwing are, to mention a few ,
The NBC Television Opera, The Voice of Firestone, The Max
Liebman Spectaculars , and The Greatest Bands which was
presented by Paul Whiteman.

Recently a State Commission on

Education Television was appointed to study the possibilities
of using t his medium for teacht ng purposes in the schools . 9

MUSIC :

A TYPE OF AESTHETIC ENJOYMENT

Jacob Kwalwasser published a book on the problems
involved in school music .

His ideas of making music more

meaningful to the child showed a new trend in music teaching .
The tendency t o teach the subject for the subject's sake
and to produce merely a body of knowledge or accomplishments

(Austin:

p . vi.

9v. W. Kennedy, Music for Elementary Schools
Texas Education Agency, Bulletin No.

556, 1954) ,

6

without the desire of contributing to the general welfare,
is one of the greatest obstacles to efficient public school
service.

It is important to realize that the school

experience is not a preparation for life but for life itself.
According to Kwalwasse r, "the daily lesson should contribute
to the child's immediate needs. 1110
A sensitiveness to the aesthetic quality of music

is present in Appreciation.
and emotion as well as

a

Music is the language of feeling

language couched in tone.

Myer has

wisely stated, "In order for music to be understood, its
translation must affect feeling and emotion."
Understanding is implicit in appreciation.
One phase of this understanding is an awareness
of the interplay of the many elements of which
music is the result. Another is knowledge of
the labels used in ·talking about music--coda,
pipe, suite, down beat, harmony, allegro, etc.
Understanding includes the knowledge of the
meaning of the labels, too.11
A real acquaintance with music results in a true
appreciation in which there is both an emotional response
and an intellectual response .

Yes, there is a higher level

of reaction to music than tapping rhythm or humming a pretty
tune.
10

(New York:

Jacob Kwalwasser, Problems in Public School Music,

M. Witmark and Sons, 1942), p. 132.
11
Myers, Q.ll. cit., p.

75.

7
The commonly heard remark,
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I just love music,

but I don't know anything about it," gives terse recognition
to the fact of two possible responses.

Those people who

are iriterested in music for children want them to love it
(emotional response), and to know something about it
(intellectual response).

The emotional response is

evidence that music has reached the inner self--the real
self.

The intellectual response implies ability to esti-

mate worth, implies an understanding of the medium of
music--tone.

The fine line that sometimes separates the

emotional response from the intellectual response will be
left for the philosopher to define. 12 In many instances,
the point where one leaves off and the other begins is
difficult to mark.

The point for present consideration

is that recognition be given to the fact that there are
two responses implied in the appreciation of music, the
emotional and intellectual.

TEACHING FOR APPRECIATION FROM LISTENING
All people who hope to guide children toward an
appreciation of the arts would do well to consider the
_differences in procedure and method between teaching for
appreciation and teaching for the retention and use of
facts.

It is a readily observable fact that people learn
12

Ibid., p. 76.

8

what they want to, what attracts them and what interests
them.

For that reason, teacher should bring ch~ldren and
music together gently and artfully. 1 3
The realm of music is far-reaching.
ramifications .

It has many

This is recognized b y including all of its

area s i n the program so that children will become aware of
its various phases .
enjoyment will

It is hoped that understanding with

result from this awareness and association.

Making music , rhythms, listening, creating--all these conjoin and are a part of music.
contri bution to make.

All have their important

All have their individual appeal~

Some children will find their greatest satisfaction in
one area, others in

a

different area.

Today's manners, mores , and methods are tied up
with an awareness of child nature and with child interests.
In teaching for appreciation there i s stress on learning
to do this in order to do that in carrying out
project.

a

child 's

The enjoyment. and understanding of music i.s the

end and aim of all experiences in the music program.
Teaching for appreciation is the means by whi ch it is
attained.
MUSIC:

A

UNIVERSAL LANGUAGE

Universal implies all and everywhere.

The music

program explores the broad field of musical activities.

It

9
is the hope that

children will find at least one phase

that will add to their pleasure as children and later as
adul ts--not only find it bu.t also pursue it with the idea

of learning more.

We wish for children an awareness of music as
a language, as a means by which feelings, i deas and emotions
are expressed .

We wish to develop the ability to use this

language in ·making music.

They have within them a potential

musical instrument --the voice.
and are intrigued by sound.

They have an interest in

We wish them to have the

opportunity to experiment with sound, to make up their own
patterns with their voices, on drums, on sticks, on pianos,
on flutes, on stringed instruments, on glasses, on bells.
The first attempts at self expression through music are
just through emotions.

Recorded music is an indispensable

aid to growth i n appreciation, but it can never take the
place of first-hand experiences in seeing and hearing music
made . 14
GAINING A BASIS FOR RECOGNITION
An important function of this program in
teaching for appreciation is to supply a wide variety of
experiences from which children can gain basic information

ll+

Ethelyn Lenore Stinson, How To Teach Children
Music, (New York: Harper and Brothers Publishers), 1959,
p. 76.

10

necessary for recognizing, judging, comparing, or contrasting different types of styles or moods of music.
Just where and with what to begin in planning
for growth is always a problem in this field of listening.
The teacher in the fourth grade would know with certainty
that her class had been introduced to some of these items
on the list in the earlier grades.
determined for her.

Her starting poi nt was

If the teacher has no such list, she

must find out by careful investigation and observation what
the group's previous musical experiences have been.

The

experience to plan is the logical outgrowth of the last
experience.
According to Newman, it is important

that

children be able to describe their feelings about their
comprehension of music; therefore, as has already been
suggested, they need a vocabulary of descriptive terms.
To the person who thinks . that soprano always means a ladY
singer with a high voice, considerable confusion must result
from a statement that a trumpet is the soprano of the brass
choir.

The adjectives big, broad, slow, martial, loud,

sweet, colorless, and their opposites, must bring to mind
certain musical

qualities.

In additi on to descriptive

words, chi ldren need names of definite things in order to
talk about music:

march, suite, solo, violin, bass, and

11

so forth . 15
CREATIVE IMAGINATION STEMMING FROM LISTENING
When children discover or are guided to discover
for themselves the many dif ferent things active listening
can give them, their listening is in many i nstances of a
highly creative type because the making of personal choices
in imagination, observation, comparison, and discrimination
is a creative experience. One of the higher fo r ms of creative
listening is the dramatization of instr umental music .

In

connection with t his Ward has concluded in her book, Playmaking With Children, that children search for recorded music
that represent aspects of out - of-doors , particularly trees
and water, and life in the forest . 16
Ther e are three forms of creative imagination which
are somet imes used by one listening to music: (1) To many,
pleasure in listening to music is derived from associations
which are built ar ound music .

These associations have

nothing to do with quality of the music heard, but they should
not be inhibited merely because they are non- auditory products.
(2) Another mental response is that of self- effacement and

15w111iam

S. Newman, Understanding Music, (New York:
Harper and Brothers, 1962), p. 32.
16
Winifred Ward, Playmaking With Children, (New
Yor k : D. Appleton- Century Company, Inc., 1947) , p. 7.
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self-projection.

This type of response was referred to

by t h e Greeks as the Catharsis.

The indivi dual gets away

from reality and everyday experiences, subst i tuting
unreali ty for r eality. (3) The creative type of response
is one in which t he i ndividual reconstructs the materials
in his imagination in such a way as to derive pleasure
from this imaginatory tonal construction.

This type of

heari ng is not common, but it must be possessed by musicians
and music critics.17
Gehrkens believes that listening was one of a
half dozen ways of approaching music appreciation.

These

are the six approaches which induce appreciation:
Learning to sing
Learning to play an instrument
Traini ng one's s elf in a upropriate rhythmic
responses
Learning to read music notation
Crea t ing music
Studying facts about it's historical developement, its psychology, etc.

1.
2.

3.

4.
5.

6.

Gehrkens also believed that the child must actively
work with music in order to ga i n an appreciation of it.
Chi ldren are quick to form opinions of the music they hear,
they like to talk and are usua l ly quite honest in their
criti cisms.

The child must be made to understand, however,

that his opinions are exactly as good as t he thoughts from

17

Kwalwasser,

.Q.12..

cit., p. 133.
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which they come. 1 8

Baldwin believes along with Gehrkens

that the listening lesson should consist of thinking,
talking and feeling. 1 9
MUSICAL PERFORMANCE OF HIGH EXCELLENCE
Children need to have the opportunity to react
emotionally to the art that is mu.sic.

Music--great music--

is the expression of feeling, of emotions and ideas through
the medium of tones.

It must be heard before it can

reach the inner self, before its full beauty, charm and
message can be savored.
The listening lesson may be a means of revealing
to the children what mosical performance of high excellence
really means, and of giving them

a

contact with and con-

concept of music beyond their ability to perform.

Mursell

has concluded that the general aim in musical learning

must be by a combinati on of examples and precepts to
lead the child to see the possibilities later in his own
performance. 20

This not only exposes him to the work of

others, but encourages his own efforts.

18
(Boston:

Karl W. Gehrkens, Music In The Gra de School,
C. C. Birchard and Company, 1944), p. 71.

19

Lillian Baldwin, "Listening", National Society
for the Study of Education, Thirty-Fifty Yearbook Part I I
(Bloomington: Public School Publishing Company, 1956), p. 92.
20

James L. Mursell and Mabelle Glenn, The Psychology
of School Music Teaching, (New York: Silver Burdett and
Company), p. 71.

14
Baldwin believes that everyone has feeling
responses, even the young kindergartner; also everyone has
the divine right of using them in liking and disliking the
greatest tunes in the world.

Therefore, no person can teach

another by direct instruction as to how to feel.

The

teacher's part in bringing out one's feelings is described
by awakening one to his feelings and to provide the opportunity for the musical experience of listening . 21

21

Ibid.

CHAPTER III
SUGGESTED LESSON PLANS AND l'.tA'I'ERIALS

This experiment is designed to evaluate the
teaching of music listening to intermediate grade children
in the public schools.

These sections should be taught

during the regular music class time

for twelve weeks .

Since listening is one of the five areas of musical activity
for the child, it consumes a large port ion of the class
time.

The time for the listening should be used wisely. 22

ROOM ORGANIZATION
The music room may be set up for listening lessons

by moving all the chairs to the wall, facing the center of
the room, forming a circle.

If_the procedure calls for

movement around the room, the children can move easily
around the circle.

However, if the teacher has a room with

immovable desks, the procedures may easily be used by having
the children standing in place.

The few procedures that

require movement about the room may be done by using the
aisles between the desks .

22

Dorothy Clark, Frankie Jean Hill, and Charlotte
Smith, Music in the Intermediate Grades, (Fort Worth: Curriculum Bulletin No. 120.2, 1959), p. 5.
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SUGGESTIONS FOR THE TEACHER
Plans are given for all the listening that might
be done to each recording, but the teacher is to be the
judge as to the procedures to use in accordance to the
ability of the students.

The program may prove to be unsuc-

cessful if the children are given more listening l essons
than they are capable of doing. 2 3
Great caution should be taken to assure quiteness
in the room through all these procedures.

When the children

are ready to use listening movements , it is best to ask them
to be silent and to remov e shoes because it is very difficult
for them to be silent whj_le moving their feet around with
shoes on.

Even after they remove their shoes some children

will make a stomping sound, but if the teacher will ask
them to walk on their toes, the noise will cease.

Daring

the lesson, if a child talks, bothers those around him, or
makes a noise of any kind, he should be asked to sit down
immediately and to remain until the next exercise begins.
Usually this is the only discipline needed, if the children
have been well prepared as to how to conduct themselves
during the procedures, because most children are energetic
enough to want to stand up and play.

23
(New York:

p.

75.

Aaron Copeland, What To Listen For In Music,
Whittlessey House, McGraw Hill Book Co., 1939),
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Silent movements cannot be over emphasized; in
fact, unless the teacher i s able to control her children
wel l enough to maintain silence t hroughout these activities,
she is not advised to use them.

For unless t he music can

be heard, the purpose of listening and t he rhythmic movement
will be ineffective.
For the first hearing of any record i ng, the teacher
directs the listening movement herself.

The lesson may

begin with no more explanation than the following:

"Boys

and gi rls, we are going to listen to some music and play
follow the leader" .
For the second hearing the children will be tired,
ready to sit down and rest for a whi le.

This gives the

teacher the opportunity to talk to them about the music and
the composer, after which she may play the record again while
the chj_ldren sit quietly, reviewing mentally what they have
experi enced.
For the third hearing , the teacher shows the
chi ldren the differ ent secti ons or themes of the piece on
the board .

She tells them something to listen for in each

in order to distinguish them.

Then she asks the children

to raise their hands as they recognize each theme in the
piece .
For the fourth hearing the teacher appoi nts a group
of children to represent each theme .

As she plays the record
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again, each little group participates in the l istening
movement for the theme they represent.

The fifth hearing .is f or each child to show his
own individual movements.

Each child is asked to close his

eyes at t his time so that he will not be influenced by the
other children, but will become lost in the music and will
move to it the way he feels .

He

may use the movement the

teacher showed t he class, or he may create hi s own movements
to the music .
THE SLEEPING BEAUTY:

WALTZ BY TCHAIKOVSKY

PROCEDURE
First Hearing
Introduction

Circle arms .

First Theme

Cross body, swi ng arms .

Second Theme

Swing arms.

First Theme

Cross body, swi ng arms.

Third Theme

Fingers tap .

Fir st Theme

Cross body, swing arms .

Second Theme

Swing arms.

First Theme

Cross body, swing arms .

Coda

Cross arms.

Second ~earing
Have the children sit down for a l i stening period
whi le the teacher tells them a story of the music and
something about the composer.

Then play the record again.

19
Third Hearing
List the themes on the board i n proper order and
mention the important things to listen for i n the music.
Play the record again and ask t he children to raise their
hands when they recognize each new theme.
Fourth Hearing
Choose a different group for each theme and ask
the children to do the listening movement for their theme
only.
Fifth Hearing
Play the record a gain asking the children to
close their eyes as they make their own individual movements
to the different t h emes of the piece.

They may use the

movement shown them by the teacher, or they may create one
of their own.

SONG OF INDIA BY RIMSKY-KORSAKOFF
Introduction
First Theme
Second Theme
Third. Theme
PROCEDURE
First Hearing
Introduction

Swing the arms loosely in front of the
body in rhythm with the music.

Swing arms.
First Theme
Circle arms front

Circle the arms overhead, across the
body.

20

Secona Theme

Circle left arm in a forward motion
at the side of the body and then
alternate with the right arm.

Circle arms
left, right.
Third Theme

Use hand and arm in a waving motion
imitating a flowing river.

Waving motion.
First Theme

Return to first theme movement .

Second Hearing
Have the children sit down for a listening period
while the teacher tells them the story of Sad.kc and something about the composer's life .
Third Hearing
List the themes on the board in proper order and
mention the important things to listen for in the music.
Play the record again and ask the children to raise their
hand.s when they recognize the themes .
Fourth Hearing
Choose a different group for each theme and ask
the children to do the listening and rhythmic movement for
their theme only.
Fifth Hearing
Play the record again asking the children to close
their eyes as they make their own individual movements to
the different themes of the piece.

They may use the

21

movement shown them by the teacher, or they may create one
of their own . 24
Rhythmic Movement Summarized
Introduction

Swing arms .

First Theme

Circle arms in front of body

Second Theme

Circle left arm and t hen
right arm.

Third Theme

Use hand in waving motion.

First Theme

Swing arms.

GRAND MARCH (AIDA:

ACT II) VERDI

PROCEDURE
First Hearing
Have the children march around the room single
file, stepping with knees high.
Second Hearing
Have them rest while the teacher tells them
something about the opera and the composer.

Let them

listen to the piece again while they remain in their seats.
Third Hearing
Have the children mark time for the introduction.
The teacher may ask the children to march, two at a time,
in t he following order :
Six Bars-- two children march around the room
together.

24

The teacher will add two children

John H. Mueller, The American SyrnThony Orchestra,
(Bloomington: Indiana University Press, 1951 , p. 373.

22

to this group at the end of six bars, four
bars, six bars, six bars, six bars, four bars,
six bars, ten bars, six bars, eight bars, and
fourte en bars.

The teacher may wish to have

three children march around the room together
if she has a large group.
Fourth Hearing
Let the children dramatize the scene · in the opera
where the Grand March is played.
ANITRA I S DANCE (PEE:R GYNT SUITE NO. 1) BY GREIG
First Theme
Second Theme
First Theme
Second Theme
First Theme
PROCEDURE
First Hearing
First Theme
Twist Trunk

Twist the trunk around to the left as
far as it will go and then to the right.
Change the movement on each first beat
of the measure. Hold hands on the hips.
Have one child represent Anitra and do
the waltz step weaving in and out around
all of the children. The children may
represent trees.

Second Theme
Sway

Let the body sway from side to side on
each first beat of the measure. Hands
should be down to the sides.

23
First Theme
Return to first theme rhythmic movement.

Sway
First Theme

Return to first theme rhythmic roove_m ent.

Twist Trunk
Second Hearing

Have the children sit down for a rest period
while the teacher tells them the story of the Peer Qynt
Suite and something about the composer.
Third Hearing
Play the record a gain and let another child
represent Anitra.
Fourth Hearing
Let the children get i nto groups and decide
what movement to use for the recording.

THE STORM (WILLIAM TELL:

OVERTURE) BY ROSSINI

PROCEDURE
First Hearing
This recording is for the purpose of showing the
child dynamics in music.
Begin by having the children lay their heads on
the desk; explain to them that the music begins very softly
and gradually gets louder until it is very loud like a
storm.

Let them rise gradually as they hear the music
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crescendo to

a fortissimo.

When the music is the loudest

they should be standing with arms stretched above their heads.
When the music begins to descend t he scale, have
the children make their bodies imitate the music by bending
from t he waist, reaching down to the floor.
When the music decrescendos to a pianissimo, let
the activities gradually cease until the children sit
quietly with their heads on their desks again at the sound
of the flute passage.
Second Hearing
Tell the children the story of Wi lliam Tell and
something about the composer.
whi le the

Let them stay in their seats

record is played again.

Third Hearing
Let the children dramatize the story of William
Tell without a written dialogue but in a creative play.

DANSE MAGABRE BY SAINT-SAENS
PROCEDUF.E
Fir st Hearing
Since this piece is for creative play the teacher
will need to tell them the story first and then choose
children for the leading parts .

The teacher might act as

the lea ding dancer on the first hearing.
Let the children do the waltz walk throughout the
piece.
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Begin by having the children lay their heads on
their desks .

One child should represent the clock striking

twelve strikes with the music for midnight, and another
represent the violinist, pretending he is playing the violin.
When the flute enters, let the leading da ncer
begin the waltz alone.
when the violins enter.

He may touch someone to join him
When the woodwinds enter, . let each

one waltzing touch someone to da nce with them.

Let these

boys and girls keep touching everyone until all the room
is dancing when the full orchestra comes in.
After a whi le-when the orchestra stops except
the violin, let all the children be seated quickly except
t he leading dancer who will start the procedure again of
touching one another until all are dancing again by the
t~me the full orchestra is playing again.
When the cock grows at the end, let all stop at
once and sit down with heads down on the desk.

The violinist

remains to play one last strain and sits oown with head down.
Second Hearing
The teacher will choose one of the children for
the le~ding dancer and new leaders for the other parts.
The story will be reviewed again and each child will be
reminded what to

do.

.

. . ...
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Third Hearing
Let the children rest for awhile as the
teacher tells them something about the composer's life.
Let them stay in their sets and listen to the recording
this time.
Fourth Hearing
Divide the class into three or four groups,
according to the number of children in the class, and
let them decide on a way to act out the music.
POMP AND CIRCUMSTANCE :t-f.ARCH IN D BY ELGAR
Introduction
First Theme
Second Theme
First Theme
Second Theme
PROCEDURE
First Hearing
Ask the children to line up and number off by
twos.

Instruct them to keep the single line until the

teacher holds up both arms for the children numbered
"two" to walk with the children numbered

11

one 11 •

Ask the

"ones 11 to mark time until the "twos" catch up with them.
This change should be made right after the introduction
is played and the first theme enters, and should remain
throughout the fi rst theme.

When the second theme enters,

the teacher should raise one arm as a signal for the "twos"
to step back into place, f ormi ng a single line again.
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This change should be made each time the themes change .
Second Hearing
Let the children sit down for a rest period while
the teacher . tells them something about the music and the
composer , then play the record again while they remain in
their seats.
Third Hearing
Let the boys represent the first theme and the
girls the second theme, marching only when their theme
is playing .
Four th Hearing
Ask the children to march around the room,
changing to the opposit direction when the theme changes .
Fifth Hearing
Let the children decide how the march might be
done.

DAGGER DANCE BY VICTOR HERBERT
PROCEDUFE
First Hearing
Fifteen Bars
Beat tom-toms

Fifteen Bar s
Beat tom-toms
March

Make motions with forearms, hands
clenched, as though beating a tomtom . Alternate arm beats, striking
the tom-tom on all four bea t s,
accenting the first beat of each
measure .
Begin to mark time i n place wi t h
the fee t along with the beating of
the tom- toms.
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Thirty Bars
Beat tom-tom

Begin to march forward, one at a
time, until all are in line marching
around the room, beating a tom-tom.

March
Fifteen Bars
Beat tom-tom

Change the foot to a right step-hop
and a left step-hop. Continue the
hand movements the same as before.

Step-hop
Fifteen Bars
Beat tom-tom
Step-hop

Stand in up right position on the
accented beat of one measu.re and
bend over from the waist on the
accented (first beat) of the next
measure.

Bend
Second Hearing
Have the children sit down for a rest period
while the teacher tells them something about the composer
and the story of Natoma.
Third Hearing
Appoint three children to represent the three
movements, step-hop, bea t tom-tom, and bend.

Have them

s t and in front of the room and show the children the three
movements separately while the record is played again.
Fourth Hearing
Have the children close their eyes as they make
their own individual movements standing besides t heir own
desk.
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INTERMEZZO (CAVALLERIA RUSTICANA) MASCAGNI
First Theme
Second Theme
PROCEDURE
First Hearing
First Theme
Forward circle
arms

Second Theme
Circle arms
front

Circle one arm and then the other
bringing each one overhead and for ward as in slow motion swimming ,
showing the length of the phrase.
Use both arms when orchestra crescendos to a fortissimo .
Circle one arm in a complete circle
in front of t h e body and then alternate with the other, feeling the
length of the phrase. When the full
orchestra plays , circle both arms .
On the last substained chord , fold
the arms slowly and bow the head .

Second Hearing
Have the children sit down for a rest period
while the teacher tells them the story of the opera and
something about the composer .
Third Hearing
List the themes on the board and mention the
important things to listen for i n the music .

Play the

record again and ask the children t o raise t heir hands
when t _hey hear the entrance of the themes .
Fourth Hearing
Play the record again asking the children to
close their eyes as they make their own individual
movements to the different themes of the piece.
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Fifth Hearing
Ask the boys to represent the first theme and
do the rhythmic movement for it.

Ask the girls to

represent the second theme and do the rhythmic movement
for it.
HUNGARIAN DANCE NO. 6 IND BY BP~HMS
First Theme
Second Theme
Third Theme
Fourth Theme
First Theme
Second Theme
PROCEDURE
First Hearing
First Theme
Slow-step-balance
cross body swing
arms.
Second Theme
Toe-heel
Third Theme
Bend left and
right
Fourth Theme
Slow:

Step-kick

Fast:

Kick-kick

Step on the right foot, balance the
weight on the r i ght foot; step on
the left foot and balance the weight
on the left foot. Swing arms to
right, then left on first beat of
measure.
On each count jump up and land on
the toe of the foot and the heel of
other--then alternate.
Bend on each first beat of the measure
touch left knee with right hand and
then alternate wi th left hand to
right knee.
Step on one foot and kick forward with
the other foot--then alternate. Jump
on each count kicking one foot forward
then the other.

First Theme

Return to first theme rhythmic movement.

Second Theme

Return to second theme movement.
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Second Hearing
Have the children sit down for a rest period
while the teacher tells them something about the composer
and the Hungarian Dances.
Third Hearing
List the themes on the board in proper order and
give a brief explanation as to what they should listen for
in the music in order to recognize each theme.

Play the

record again and ask the ch:Lldren to raise their hands when
they recognize each new theme.
,Fourth Hearing
Appoint groups of children to represent each one
of the themes.

Ask them to do the rhythmic movement for

their own particular theme.
Fifth Hearing
Play the recording again asking the children to
close their eyes as they make their own individual movements
to the different themes in the piece.

If they don't know

how to make up a rhythmic movement of their own, tell them
they may use the rhythmic movement shown by the teacher.

CHAPTER IV
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS
SUMMARY

The first concern in music teaching is not only
with the music, but with it ' s influence on the child .

It

is with t ~is influence in mind that the correlation of
music with other curriculum subjects becomes important .
If music is to play an important part in the life of the
child, it should be woven into the various activities of
the child's daily experience.

Music can become a vital

force in everyday living making it happier and richer for
its influences .
While it is a recognized fact that every music
lesson should stress appreciation and while much keen
appreciation and musical understanding is derived from
the singing of beautiful songs, there is still a vast
wealth of wonderful music containing material beyond the
vocal expression of the child and not within his ability
to perform.

To confine his musical contact to that music

only which he himself cou.ld execute, would limit his
experience to the simple rhythms, melodies and moods of
musical expression.

The development of sympathetic and

intelligent listening to music, then, becomes a most
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important as well as enjoyable phase of music education.
The teacher may provide the desirable atmosphere and
materials, but can only lead each child into a joyous,
satisfying experience through the love, understanding and
sympathy which she herself feels for both the music and
the chi ld.
A survey of opinion on the listening lesson will
show that there are many radio and televi sion programs
which are dedicated to the cause of music.

The children

need only to be taught how to appreciate these programs.
Recently a State Commission on Ed8cation Television was
appointed to study the possibilities of using this medium
for teaching purposes in the schools.
Another opinion of the listening lesson was that
music should be more meaningful to the child in music
teaching.

Children should not be taught merely a body of

knowledge but placing thi s knowledge in a meaningful
situation.
in mu.sic.

The teacher should encourage self-expression
The child should not be forced to accept

completely the teacher's interpretation or that of the group
before he has been allowed to enjoy the music in his own
way.
The basic techniques for listening may be
divided into two classes according to purpose:
(1) Learning to listen, and
(2) Listening to learn.

If the music suggests activity, expresses mood,
fe eling or emotion or tells a story, it is generally
classified as an aid in learning to listen and accounts
for the major portion of the activities in the primary
grades.

Russell has conveniently stated, nThe natural

curiosity of the child will carry him over into the
listening to learn of new things which will be provided
for him in the intermediate grades. 25
CONCLUSIONS
The foregoing has been the study of the representative importance of teaching listening in the intermediate grades.

Conclusions are as follows:

1.

No matter what procedure the i nter.mediate
teacher uses, it is always that person's
desire and goal that sixth grade children
through cumulative experiences, will have
developed an active interest in hearing
music.

2.

The fundamental of intelligent listening,
a knowledge of musical compositions by
the great master, and an ability to analyze
for form and construction should be acquired.

3.

The instruments by sight and sound,
individually and in combination should be
known.
·

25

·

Russell Yan Dyke, Morgan and Hazel Nohavec
Morgan, Music Education in Action, (Chicago: Neil A.
Kjos Music Company, 1954), p. 30.
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4.

The children should have matured sufficiently
to identify and follow the ways in ~ 1ich
music expresses action, story, design, and
mood.

5.

They should be more discriminating of music
heard at concerts, over the air, on recordings
and at the motion pictures .

All this should guarantee pleasurable listening
for these children during years spent in the junior and
senior high school, and for years to come.
RECOMMENDATIONS
The writer did not t ry to supplant other approaches
to effecti.ve listening, but rather tried to enhance the
listening program with an added approach to music appreciation
in the intermediate grades of the elementary school.

It

is recommended that:
1.

.Since finding graded music material, such as

pictures, biographical material, stories,
quizzes, and the like, is sometimes difficult,
a workbook might work quiet well. If a
listening workbook containing this material
could be designed, i t would probably aid
in the teaching of the listening lesson.
2.

Work could also be done for record classification on the various grade levels. These
could be established scientifically according
to the preference level of the children. It
would be interesting also to find what effect
television, radio, or the phonograph ha s on
t he record preference of children.

3.

The children should be taught how to listen
to a whole composition in the listening class.
Hearing only part of a composition takes
away the child's chance of full a~preciation.
He must hear the whole composition. It is
hoped that through future study the appreciation
potential of the listening lesson will be
strengthened.
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